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THE "ABRIDGEMENT S” 
OF BYZANTINE AND POSTBYZANTINE COMPOSITIONS 


Gregortos Stathis 


The invitation to contribute to the present issue of the Cahiers 
with an article on a musicological topic - preferably one which was some- 
how connected with my studies in Copenhagen in 1968-69 - has given me a 
good opportunity to finish an essay which I began to write already during 
my stay at the Institute for Greek and Latin Medieval Philology. Also, 
this is for me an occasion to recall that wonderful time and the fruitful 
discussions we used to have at Dr. Raasted's seminars 14-15 years ago. 

I myself got much profit from these discussions and have since then 
devoted much of my work to solve the problem of the transcription of Byzan- 
tine notation - its "exegesis", as I prefer to call it. And Dr. Raasted, 
too, has with no less interest pursued the evolution of the YaAtunnh 
Téxvn in the Postbyzantine period. In this connection it is enough to 
mention the informal "meeting" at the Institute during the XIth Congress 
of the International Musicological Society in August 1972! or the symposion 
~on Byzantine music which he organized for the XVIth International Congress 
on Byzantine Studies in Vienna, October 1981.2 

Already in the late 1960'es I had been interested in the phenomenon 
of "abridgement" in Byzantine and Postbyzantine musical compositions, 
finding in these abridgements an unquestionable proof that the Byzantine 
notation - and the Postbyzantine notation as well - was "synoptic" and had 
to be analysed if one were to sing the "melos", the real melody hidden be- 
neath the notational signs. 

In my files there is a piece of paper, dated "Copenhagen, 31 March 
1969, in which I enumerate nine points concerning the theme of "abridge- 
ments", Those points were all I had been able to find among the micro- 
films of the Monumenta Musicae Byzantinae, in manuscript catalogues, in 
the musical manuscripts of the Biblioth@€que Nationale in Paris where I 


had searched in January 1969, in the Copenhagen Royal Library, and in Raa- 


1. See Tp. @. BtdSn, Ta nepd tHv Buzavtuvry povoLany nempayyeva nxatd 

té 1lov AveSvés EvvéSprov Movownodoylas, "Beodoyla" MI’, 3-4, (ASfiva 1972), 
oo.892-894. - Raasted suggested then to discuss "A selection of topics for 

a discussion on problems connected with "exegesis" and "analysis". : 

2. The theme of the Symposion was: "Byzantinische Musik 1453-1832 als 
Quelle musikalischer Praxis und Theorie vor 1453". C&. To. @. E1d9n, Lun- 
téovov mepl Bucavtiviis Movacufis, "@coroyla" NI’, 3 (CASfivaL 1982) oo.749-763. 
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sted's personal library, in the printed books of Byzantine and Postbyzan- 
tine music, and in my notes on the Sinai manuscripts which I knew since 
1967. I took that piece of paper with me to Mount Athos, where I lived for 
more than three years cataloguing the manuscripts of Byzantine and Post- 
byzantine music, and added more elements indispensable for research on the 
abridgements. Of course, it is this cumulation of observations which ex-~ 
plains why my work on the subject was not brought to an end. In some of 
my writings I used the phenomenon of abridgement to characterize the de~- 
velopment of notation and compositions? but I have not yet found time for 
a thorough investigation of the material. 

In Copenhagen I had written six pages, only. The first two I have 
already used in other articles; and here I shall use the rest of them af-- 
ter a slight modification. For the present article I had also ready (in 
photos and transcriptions) the material for the Kekragaria of Iakovos Pro- 
topsaltes, Chrysaphes the New and Balases the Priest, as well as a sta- 
tistic table of the number of the phonetic signs to be found in the great 
Kekragaria known as "old" (actually, however, by Chrysaphes the New) and 
in the "abridged" ones by Iakovos Protopsaltes. 

Writing these lines of introduction I relive with pleasure the days 
of study in Copenhagen with Jgrgen Raasted, and I acknowledge the scholar- 
ly training which I got at the Monumenta Musicae Byzantinae and at the In- 


stitute. 


A. General Remarks 


a. From the XIVth century onwards we frequently meet, in the rich 
tradition of the musical manuscripts, the following terms: érepov odvto- 
MOV, TVVOTTLHOV, DUVTETUNHEVOV, CHLUXpUVSevta, ~dkaTtTwvNnséevta, 
ouvtounsévta, as Ev Beaxet. At a first glance the melodies which are 
so qualified seem to be smaller in extension compared to earlier similar 
compositions in the manuscripts. With the terms mentioned above must be 
combined the indication éxxdrAnotactuxdv, or naroyepuxdv, or puédAos 
tiv xaAoyépwv, or, during the XVIIIth c. "véov Uoos ths MeydAns ‘Exxdnot- 
as"; fora "melos ekklesiastikon" or "kalogerikon" is always shorter than 
3. Gr. Stathis, An analysis of the sticheron Tév fAvov uptdavta, by 


Germanos bishop of New Patras [The Old "synoptic" and the New "analytical" 
method of Byzantine Notation], "Studies in Eastern Chant" IV 1979, p. 187. 
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the. previous melos - the ToALTLudv, or BYecowAovLAxatov, or whatever 


it is called. 


b. This fact demonstrates very well ‘that in the practice of chanting 
some compositions are large, whereas others are short or shorter; further- 
more, that the Art of Chant (the "Psaltike Techne") deals not only with 
the artistic forms of music, but also with the more simple and short forms 
of compositions as required by the needs of the Church. This is why the 
evolution of the Psaltike - as a living art - follows the liturgical 
practice of the Church and serves her in all her requirements. 

In order to better understand the above we have to know the different 
and numerous forms of Orthodox Church worship, from the simplest and 
shortest service to the most embellished one, e.g. a navvuxls or dyputvla 
(an "all night celebration" which lasts twelve to fifteen hours or even 
more). And it is important not to forget the uninterrupted "asmatic" 
practice in the monasteries during the Postbyzantine period which pre- 
served the rich tradition of the secular clergy's non-monastic rite of 
chanting.” In the development of the Psaltike we clearly see that some 
period has a tendency to express everything broad, big, large, "slow" (= 
dpyov), whereas some other period prefers to shorten and abbreviate the 
compositions and at the same time creates new brief (= obvtopov) melodies 
to fit into the time-limits of the worship. Doubtless, together with that 
enlargement and abridgement in the “asmatic" evolution, broad and short 
melodies have coexisted - in every period and nearly for all the services 


of the ecclesiastical day-and-night. 


c. The above mentioned terms which helped to explain the variety of 
the liturgical practice, do not all of them mean the same thing. Compo- 


sitions indicated as "syntomon" or "synoptikon" or "kalogerikon" or "ekkle- 
) 


4. Oliver Strunk states on this topic: "Now in Symeon's time [Symeon 
Archbiship of Thessalonica, d. 1429] there was a well- established name 
for the office of the Great Church. It was called the duodovsta dOUATLAN 

- the "chanted" or "choral" office. From this we way certainly infer that 
it involved more singing than was usual in the monasteries. And to say 
this is to reduce the distinction between the two liturgical practices to 
its simplest terms. Precisely this same simplification is made by the Arch- 
bishop when he contrasts the two forms of worship"; see, The Byzantine 
Office at Hagia Sophia, in Essays on Music in the Byzantine World, 1977, 
pp. 114-115. - In August 1980 at Thessalonica I prepared the text of a 
conference on the topic: "The slow-broad (=dpyn) and the short-quick (= 
obvtoyn) tradition of the Byzantine and Metabyzantine liturgical practice". 
The text remains yet unpublished. 
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siastikon" are independent creations, differing from the earlier melodies; 
they are new compositions. By contrast,indications as ovvtetunuévov, 
cuLkpuvsév, cuvtopnsev, EdattIwvnsév clearly relate to previous compositions: 
"this is so-and~so's composition being abridged by so-and-so". 

Thus we have to elucidate and determine the meaning of these terms 
and especially. the two most representative: odvtopovand ouvtetunuévoyv. 
The term “"'syntomon" characterizes a melody as being different from another 
similar piece which is not "syntomon". It is used, for example, for a 
Sticheron which is sung in the new sticheraric style, to distinguish it 
from the same Sticheron sung in the old sticheraric style. Incidentally, 
the same Sticheron can be sung to an even shorter melody - in the "heir- 
mological" style-as all these styles are determined and used in the as- 
matic practice up to the present day. It must also be noticed that a Sti- 
cheron can be performed with slow speed of time or faster, but within the 
same kind of style; depending on the time requirements of the service. For 
our concern, it is important that the time required.for the execution of 
a "syntomon" melody is always less than the time required for the execu- 


tion of a broader composition. With this reference to time the term " 


syn- 
tomon" can often be found in Cheroubika and Koinonika. For example, in 
the First Mode (and in all other Modes as well) Chrysaphes or Germanos or 
Bereketes (and nearly all other important composers) have two Cheroubika. 
The second has usually the indication €tepov obvtopov, ~ “another melody, 
short", and it is, indeed, shorter than the first one. 

The term ouvtetunuévov, which is a past participle of the verb "ouv- 
tépvw", carries the meaning that a certain composition has become smaller 
after cutting down and abstracting unnecessary elements without disfiguring 
its original structure. In the same meaning are also the terms ouLnpuveev 
(outxptva = shorten), édatTtwvn%évta (édAaTtHvw = diminish, lessen), ovvto- 
ungévta (cuvtopetw = make something brief); they all imply that a composi- 
tion becomes shorter without loosing its original form. The elements taken 
away are usually those which are often repeated, or an enlargement in the 
cadences. Furthermore there can be a cutting down of a part in the melodic 
embellishment of a word. Through the "abridgement" we gain time. The dura- 
tion of chanting is shorter for an abridged composition than for the same 


composition in its original - not abbreviated ~ form. 
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B. Documentation 


a. All that I have reported here without referring to texts can be 
amply documentated by quotations from the musical manuscripts; the refe- 
rences alone would fill several pages. I shall confine myself to quote 
the most important inscriptions, in a short historical review of the phe- 
nomenon. 

In the Athens MS EBE 2458 of the year 1336, ff. 134r-v contain the 
Amomos verses (Psalm 118) composed by ¢apéufotun: "Apxovtes natedtwedv ue 
- ‘H uapéla you, dpxovtes - “Hydanoa, décutav éulonoa, in "kalophonic" 
melody. Soon after, f. 135v: "oUtws ddAdovtay év Kwvotavttvoundarer ele 
tots povexods" - “sung in this way in Constantinople in the burial of 
monks", namely the same verses but in short melody. And further below, 
£. 136v: "Etepos "Aywuos xadoyepixds"; this time, only the beginning of 
the three 'staseis' is recorded, very short. For the brief "kalogerikon 
melos" Symeon of Thessalonica testifies: "StL 6% ual tapd pdovou TLvds 
éuvatév dotu tavtny ylveo8aLt, éneLén ual napd povaxiv é&etésn nal xywols 
doudtwy noddduus év uouvoBlors exteretran (scil. 4 dxodovela)".> 

The scribe of Athens MS EBE 2406 (A.D. 1453) writes on f. 278r: "td 
atté tpondpta gouvetutanoay val nap’eyod odtws exxAnovactuxdtepov" — "the 
same troparia have been abridged by me in this manner as being more proper 
for the church". Gregorios Bounes in his Kratematarion, Sinai MS 1262 of 
the year 1437, f. ir states: "...énounSnoav pev mapd To dopeocttxou éxel- 
vou bp Muxana to “Avewrou’ éxadAwnloSnoav 6€ napd Tod npwroddAtou nbp 
"Iwévvov tod TAunéws’ Jotepov &€ éypdonoav ual tapd tot. patotopos xbp *Iwdv- 
vou To KouxougéAn ouvtetunuéva xal capéotata, ual ob ydo toAAds etxov 
uaxporoytas", And in the Manuel Chrysaphes' autograph, Iviron MS 1120 of the 
year 1458, some of the Amomos verses (ff. 453r-459xr) are distinguished as 
“synoptikoi",© and indeed these are shorter than the others. 

Very eloquent is the evidence given by Benediktos Episkopopoulos 
(second half of XVIth c.) in the MS Koutloumousi. 448, £.2r: "Ot etuooitéc- 
sapets otuot this brepaylas Beoténov, moundévtes mapd TUvwv moray 6udacxd— 
Awy évtéxvus nal pesoduus, may 5é eg mAdtos nal Sud todto of vOv od 
da&AAovoL todtous” Aéyw 6é 6vd paduulav, Erepor 5é ndALV bL'dupaklav (todod- 
Tov napé tdvtwy dpyGouv). "ES0~e youv xapol, Uva uf dvevépyntou pelbvwou 
5. Evpedv Geooarovluns, Mepl Belas Mpovolas, P.G. 155,556. 


6. Tp. @. Etdé8n, Ol dvaypauvationot nal td padiyata This BUTAVTLVis WeEAO- 
toilas, ‘ASfivar 1979, o. 108. 
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els 16 e&fis tapd tLvwy edraBiv-els Sd€av adthis tis Unepaylas Beotgnov, 
GAAG pEAAOV GéddrcoSar, Bevedtuty mpeoBTepy TH 'EnvoxonoTodAw ouvdevat 
nal yoda. de év Boaxet, enaxorovddiv tds éxelvwv uesdbouc". 

From the end of the XVIIth century onwards, when an expansion of 
the melos in the asmatic practice was already observed with the "embel- 
lishments" in the Sticherarion and the Heirmologion, a tendency of short 
melodies began to appear. Thus, the Polyeleos in the First Mode (AodaAoL, 
Képuov) by Petros Bereketes has the indication cuvontunds nat éxxAnouaotL— 
vee8 Bereketes' 6lxopoy version of TH dmepndxy (to be sung "by the two 
choirs alternately") is called "odvtoyov" (short) in the manuscripts (e. 
g. in Xeropotamou 323, f. 242v), in distinction to the slow and large 
"dovév'"! melody. In the same MS, the Polyeleos by Chrysaphes the New (Aod- 
hou, Kbpuov) is characterized as cuvontugsév nal naddAumrosév (£. 42v), 
and on f. 381r the Amomos is found "xaSdg év Kwvatavtuvoutddet bddAETAL, 
oucxpuvtets apd xbp Xpvodgou tod véov xal Towtoddatou". 

Somewhat earlier, in the year 1625, in Sinai MS 1480, £.88r, we find 
the rubric: "’Apxi obv Gef dyly xual tHv xuat'Axov tepeTecévtwv Axnudtwv, 
opLupuvsevtwv ual napardrAayévtwy Tapd To veogavods KovxougéAn xbp *Iwdoag. 
T6 pév tapd Tod Xpvoden". 

For the following period I shall only quote the most characteristic 
specimens of my evidence. Ab. 1720 Antonios the Priest and Oikonomos 
abridges the Cheroubika and the Koinonika of Chrysaphes the New, and 
with that abridged form these series of compositions are widely spread: 
"XepovBiad darrAdueva nad’ tugpav uat’Axov, édattwvnsevta éx tov tod udp 
Xpvoden tapé "Avtwvtouv tepéws xol otxovdyou", to quote Panteleimonos MS 
1012, £. 224v.? "TS mapdv bdAdetar nadds ual els thv peydaAnv "ExxaAnolav’ 
goprxptvin napd tod mpwtoddatou ths MeyaAns ‘Exntnolag «bp Tlavay Ltou 
XardtooyAov” Axos TA.B’ KatevSuvSrtu" reports the scribe of Paris MS Suppl. 
Gr. 1135, £. 139r. A little later, in the middle of the XVIIIth century, 
an Athonite monk and teacher of music, Theodoulos Ainites, systematically 
abridges the Cheroubika and the Koinonika by Petros Bereketes, Germanos 
bishop of New Patras, Balases the Priest and Nektarios Gremanes from 
Mytilene. The rubrics attest the fact with precision: "xJp Métpov xal 


govvtouhsn bxd xbp BeoSodAou", or "xbp Nextaplov, cuvtoundsév bxd xdp 


7. op. Ce, p. 124. 

8. Enponotapou 323, dated 1708, ».52v, Enponotdyou 328, @.13v; see, Ip. 
@. Erddn, Th Xeupdypaga Butavtuviis Movotxfig - “Ayuov “Opos, A’ (1975), a. 
163, 180. 

9. To. 6. ItdéSn, TK Xevpdypaga..., B’(1976), 0.435. 
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Beo50b\0vu". In the MSS Docheiariou 363, Xenophontos 137, Panteleimonos 
972, Laura K 173 and especially in Docheiariou 376 there are many and 
interesting abridgements by Theodoulos the monk. 1° 

All those abridgements (ouvtutoeus, ouLupdvoELS, ovvtopetcets, édat— 
thoeus) of specific compositions and a lot more to which I have not re- 
ferred, prove two indisputable features: first, that these compositions 
- and all similar ones - are extensive and demand much time for chanting; 
and, second, they are wonderful compositions and it is a shame if they 
are not to be sung. Consequently, they can and must be preserved in the 
psaltic tradition, at least, in an abridged form. Thus, the necessity 


to preserve important compositions of previous composers is acknowledged. 


b. Together with this attitude, from the beginning of the XVIIIth 
century, the New Sticheraric "melos" (style) begins to take shape. Com- 
pared to the old style of Sticheraric melos (XIVth-XVth cent.) or to the 
"embellished" version of the Sticherarion by Chrysaphes the New and Ger- 
manos bishop of New Patras (second half of the XVIIth cent.), this new 
style is something quite different and doubtless very brief. A piece of 
good fortune has preserved for us a manuscript which in its very beginning 
writes as follows: "’AvactaoupatdpLov petd tiv xexpayapluv, odv Gch dayly, 
TOAAA dosrtuow ets d4Atnv, Snob dyans vd odAQ edpopgov xSya, tdcov td dvaotd- 
ouua dodv ual 16 EtuxnedpLov” bdAAetaL 6€ xBua, véa obvSeous guoU tamneL- 
voD Kupudxov KovALéé tot Naunauden. tt The clear indication "eWpopgov xSpa" 
- "beautiful and expressed fluently, quickly" denotes a very brief melody, 
with a melodic structure different from the "old" one, the previous. Nearly 
the same is stated by Daniel Protopsaltes in his Anastasimatarion: "’Apxh 
abv Bef dyly tiv elpyoroyuxtiv dvaotactpwv" . 2? The same manuscript (Xero- 
potamou 374) contains on f. 148r the "edAoyntdpua", obvtoua, etpuodoyurd, 
HaSHs GarrovtaL év Kwvotavtuvouméreu”. Loannes Protopsaltes himself charac- 
terizes his Polyeleos in the IVth mode as "syntomon""!? and he offers a 
10. Tp. @. Eton, T& Xeupdypaga..., A’(1975), o. 520-521. 

11. Tavtedehuovos 942, 9. ir. Cf. Tp. 9. E1d8n Td Xerpdypaga..., B’ 

(1976) o. 251- 253; there a photograph of f. 1r is printed. 

12. Enpontotdpou 3745 see Tp. @. ItéSn, Td Xevysypaga..., A’ (1975), 0.266. 
The term "elpyodoyuxdv" here means quick (= "obvtouov"), the way in which 
the “heirmoi" and the troparia of the canons were sung at that time. In 
other references Daniel's Kekragaria are characterized as "synoptic"; see, 
for instance, Xeropotamou MS 330, dated 1782, f£. 55v: "‘Etépa obvseous, 
xexpayaptwy, OUVO RTL, net Soynat ex , nadic Td vOv WeAAovTAL év Kwvotav- 
TUVOUTOAEL’ tovLosévta Tapd xuplou AwvufdA TowtoddAToU THs MeydAns ExnaAnotas”, 


13. Avovuatou 575, dated 1764, f. 111r; - see, Tp. 8. EtdGn, Td Xerpdypaga 
++, B'(1976), o. 720-723; a facsimile is reproduced there. 
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specimen of the new style in the brief sticheraric melos @eaoxly veluate, 
for which Demetrios Lotos juga “egnaneiieal There is a change in the 


art of chanting and everything becomes brief. 


Cc. "Exegetic" notation 


a. At this point something very important takes place. For the writ- 
ing down of the odvtoyo yédn ~ the "short", "brief", "quick" melodies - 
the notation changes its structure and gets another function; it is sim- 
plified and becomes more flexible and analytical, so that it can serve 
to render the brief -— and quick - melodic movement on the syllables of the 
poetical text. This change can be easily seen even at a first glance: 
Most of the "Gpuva peydra onudéua xeLpovoutas, dtuva Agyovta weyddot 
brootdcets", i.e. the soundless great signs of cheironomy, such as The- 
matismos, Ouranisma, Choreuma, Kylisma, Psephiston Parakalesma, and some 
others, do not exist in these brief compositions because the melos which 
they determine - and which is obviously "broad" - is not adaptable to the 
new short style, the "odvtouov Boos"; there we do not find the well known 
and established "theseis" with their particular melodic contents. The 
change in the notation had already begun as “é&fynous" (interpretation) 
with Balases the Priest (c. 1670),'° or even with Akakios Chalkeopoulos 
(ce. 1500) who may be considered an early teacher of exegesis, or at least 
a sort of "Prodromos", as it mere” But this favourable change takes 
an official character with the patriarchal exhortation of 1756: " Tacanvod- 
pla Hovtata cuvtesévta napd udp ‘Iwdvvov IpwtobdAtov, mpotpowy KuplAdov 
Hatpudpxou xaté +6 1756" (Paris MS 1046, £. 69r). And Chrysanthos comments: 
"Metexerpo9n todnov tov ypdgeuv dotus etvar SLdgopos to maraLod, xat 
natver ets td éEnynuatundv, ual gordon adtdc f olga toO EE nynwatexcd todnov, 
6v petexerplosn 6 padnths adtod tétpog". 1” 

This exegetic-analytical notation began to spread for the writing of 
the new and original compositions by the composers of that time, not only 


14. Paris. Suppl.Gr. 1332, dated 1783, £.389v-391r, and Xeropotamou 330, 
dated 1781-82, ff. 440v-441¥. See for the latter, Tp. @. Etdé9n, Tad Xevpd- 
yeaga.., A’ (1975), o.204, 

15. Tp.8. Itdé9n, Of dvaypaupaticpol xual ta pastuata this BUTavVTLVAS YeAo- 
moulas, "ASfival 1978, 0.52-54. 

16.. See his autograph, Athens MS EBE 917, £. 12v-13r and 15r. See also 
Te.8.f1d8n, Acrval Séceus nal &&hynous, "Beodoyla" NT'' (1982), o0.768-769. 
17. Xpvodv90v, Gewpntixdv Méya tis Movovnts, Tepyeotn 1832, o. XLIX, 
675: "[Ioannes] used a manner to notate which is different from the old, 
and it is somehow exegetic; so, he became the first teacher of the exe- 
getic manner (notation) used by his pupil Petros". 
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in connection with the new sticheraric style, but also for the compositions 
of the Papadike, such as Doxologies, Polyeleoi, and even Cheroubika and 
Koinonika, although for the latter the masters used. the well established 
"theseis" of the old notation. Whenever they wanted, for gaining space 
and time in writing and copying, or even for visual memorizing of the 
compositions - both these virtues of the old notation are commonly acknow- 
ledged ~ they used the synoptic notation as well. In this new analytical 
notation they analyzed even all the melodies by the older composers which 
they needed for the asmatic practice. Petros Peloponnesioswas the first 
one who occupied himself systematically with the exegeseis of older melo- 
dies. The chanter who wanted to execute an old composition, regardless 
whether it was written analytically or not, first had to analyze it in 
his mind, to memorize the ‘formation’ ("oxnyatLouds") of the various the- 
seis. and the melos showed by the great signs of cheironomy. In so doing 
the result - i.e. what was actually realized in singing - was always an 
extensive melody. If he were to write down this real melody, as it has 
been done in definitive shape by means of the New Analytical Method, he 
would have to use a very large number of phonetic signs. 

The entire contents of Sinai MS 1477 (c.1700-1720) gives a remarkable 
proof of this statement, with its transcriptions of Byzantine melodies 
into Kiev staff notation. '8 I report here a "thesis" which is included 


in one of my published articles. !? Every chanter seeing this sticheraric 
"thesis": eae 
vane! a as 
a)  - eae 
Dos fave 9 lig coc 


oo ve oc vee ec 
ds ‘ae (Sinai 1477, £. 130v) 


Only in this way, i.e. if we know the real melody which is shown by 


the notation, can we understand why a melody is "syntomon" compared to 

the preceding one. Petros Peloponnesios has composed the Doxastikon "Kipue, 
4 év woAdats duaptlars"” in the style of the old Sticherarion, with the 
well-known "theseis" and the great signs of cheironomy. He has also com- 
posed a brief melody for the same Doxastikon, but this time in the new 


18. Gr. Stathis, I manoscritti e la.tradizione musicale bizantinosinai- 

tica. Appendice: Il manoscritto musicale Sina 1477, "@codoy.a" MP’(1972), 
fasc. 1-2, pp.279-308. 

19. An analysis of the Sticheron Tév fivov upvdavta, in SEC. IV (1979), 

see the pages 212 and 225 (Sinai MS 1477, £. 130v). 
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sticheraric style. In two manuscipts this second melody is clearly charac- 
terized as "E€tepov otvtovov, Tod adroo".2° I have counted the phonetic 
signs which Petros. used in composing the broad (dpyév = slow) melos in 
the old notation; they are 403. I have then counted the signs of the 
brief (obvtoyov = quick) melody; they are 394. The inevitable conclusion 
is that the term of obvtoyov does make sense only if we have to do with 
two melodies of considerably different length - the new sticheraric melos 
notated in the analytical notation which does not require any analysis 
or exegesis, whereas the old sticheraric composition was written down in 
the "synoptic" notation and. needed an exegesis of its theseis and great 
signs of cheironomy, In short, the terms odvtoyov and dpyév refer to the 
actual length of a melos, not to the number of its notational signs. 

To make this even more clear, let us take the first "thesis" — the 
word Kipue - in both melodies, and let us have a look at these two settings, 
first in the original notation and afterwards in the analytical notation 


of the New Method (the Chrysantine notation): 


"T3 aero . #, tas 
A- Te aeglov~ ~~? o™ _ (Ms Iviron 977, 143r) 


a wf — 
B. "te 6uviemov" — =F+\S OKT (£, 144r) 


kv “ivy @ecoecis e 


The melody b, which is apparently larger (it comprises 8 neumes), is char- 
acterized as "short" (syntomon) compared to melody a, which has only 4 
neumes. And it is, in fact, brief - shorter than the melos which has to be 


sung from the synoptic notation of melody a: 


feo 2 


i SS — —_ a ty, SN 
a REg Nw soe SSCSo -— 2 >>> 
kw wwe Ye gece t t aoe e « Le eeee 


— -& 


G.FUNY —anesare sty 
$ Ke ou ~ erty cs & ah 


20. Ipnpav 997, 9.143x-and T44r - Aoxetaplov 367, @.258r. See for the 
latter Tp. 8.£1d9n, T& Xevpdypaga-., A’(1975), 0.495. More precisely: in 
the Iviron MS 997 the broad melody comes first, and then follows the "syn- 
tomon": £.143r: "rf dylq ual peyddn Tetpdér, els td dudctixa To "OpSpou, 
Tétpoy Aapunadaplov, nrA.6'" - g.143r: "Etepov, cdvtToHov, ToS adtoU, mA.6.7" 


The Docheiariou MS 367 is a Doxastarion in the new sticheraric style, “syn- 


tomon"; therefore the syntomon comes first, and then follows, £.258r: “éte- 


pov dpyév". 
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Exactly the same happens with the Sticheron Doxastikon ‘octaechon’ 
Geapxty vetduatL of Ioannes Protopsaltes, mentioned above. It has the in- 
dication "synoptikon" and numbers 439 phonetic signs, whereas the broad 
sticheraric melos of Chrysaphes. the New numbers 524 signs. But also here 
the. real comparison is between the "synoptikon" and the broad melos which 
is hidden under the synoptic notation of the Old Sticherarion. 

The conclusion is easy and beyond any doubt; the notation of the Old 
(apyév - slow) sticheraric and papadikon melos is "synoptic", concise; 
in the contexture of the theseis and under the great signs of cheironomy 
it includes an extensive melody, which needs a much greater number of 


phonetic signs in order to be fully registered. 


b. The new original compositions of the masters of music written with 
analytical notation in this period, were anyhow easier and preferable in 
the practice of chanting. But all those wonderful compositions of the 
older composers were not allowed to sink into disuse and oblivion, just 
because they were difficult with their brief "synoptic" notation for a 
broad melos. Facing the danger that the old beautiful compositions might 
fall into oblivion, the masters took the precaution to do two things: to 
explain, that is to transcribe them with the analytical notation and 
thus make easier their singing, and to abridge those of which they acknow- 
ledged the permanent artistic value, that is to say to cut away some super- 
fluous elements and thus make them less "slow" than before, since the brief 
practice in the worship was now a fact. In the present article I do not 
want to deal with the great number of "exegetes" (teachers) and their exe- 
geseis, and even from the abridgements I will refer only to the most 
well-known cases. 

Ioannes Protopsaltes has abridged, in the analytical notation, the 
hymns for the Holy Liturgy of St. Basileios composed by Ioannes Glykys, 
i.e. “Aytos, dyuos, dytos - ‘Aunv - Lé byvobpev; also the NOv af duvduers 
- Tebouo%e of the Presanctified Liturgy which are compositions by Ioannes 
Kladas.2! 

Anastasios Rapsaniotes (3rd quarter of the XVIIIth cent.) in Athens 
MS EBE 969 has a series of Kexpaydpta ovvtoundsévta. 


21. Enponotapou 330, g.263r: "ouvontiosetoa napd xbp “Iwdvvov toewtoddATou 
-", and Aoxevaplou 411, @.108r, 110r. These compositions notated analy- 
tically have passed through almost all the printed Anthologies. 
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Kyrillos Marmarenos (3rd quarter of the XVIIIth cent.) abridges the 
prominent hymns for the Presanctified Liturgy.?” 
Stefanos Xeropotamenos abridges, in analytical notation, the well- 


known and much used Theotokion of Ioannes Koukouzeles, "AvwSev ot mpogf- 


23 
TOL. 


Later on, with the introduction of the New Method of analytical nota- 


tion many compositions of older masters of music were abridged and dis- 


seminated in the printed musical books, and they are still sung. 


D. The "abridged Kekragaria" by Iakovos Protopsaltes. 


a. Among the chanters and teachers of music who occupied themselves 
with the abridgements Lakovos Protopsaltes (d.1800, 23 apri1)?9 stands in 
the first place. Iakovos took the Doxastika Idiomela from the Sticheraria 
of Chrysaphes the New and Germanos bishop of New Patras, he abridged or 
embé 1 lished them, “© - it is in those embellishments that we acknowledge 
his artistic skill -, and he collected them in his Doxastarion which was 
widely spread both in manuscripts and in printed books. Aofaotuxd ..., 
ovvtesévia uaté cuvtoudtepov tpdmov, or &x Sécewy otLxnpapLadiv te nal 
elppodoyuxiiv, are the usual inscriptions in the manuscripts.7! His other 
melodies are also all of them "abridgements from the old ones"; that is 
to say, the Troparia for the Great Hours, the eight Dogmatika of the Octo- 
echos, the Pasapnoaria for Lauds and the eleven Eothina. Iakovos by the 
hand of his pupil Georgios from Crete used the analytical notation. Never- 


22. Aoxevaptov 359, g. 223r; see, [p.@.Etden, Té Xevpdypaga.., A’(1975), 
o.475, where you can find a facsimile reproduced. 

23. ‘Aaylou Tadrov, 26, o. 184 onwards. 

24. The main abbreviations which are included in the printed musical books 
are the following: a, The asmatikon “Ayvos 6 Geé¢ for the feasts of the 
Holy Cross, a composition by Manuel Chrysaphes abridged by Georgios from 
Crete; b. "AvwSev of ReOOATAL of Koukouzeles by Constantinos protopsaltes; 
(a Bereketes' Bcotéxue napSeve, by Chourmouzios, d: Maxdpuos dviip of Petros 
Peloponnesios, by Manouel protopsaltes, e. the old and great Anoixantaria, 
by Chourmouzios. 

25. Christos Patrinelis, Protopsaltae, Lambadarii, and Domestikoi of the 
Great Church during the postbyzantine period (1453-1821), SEC III (1973), 
pp» 155-156, 163, 165-166. 4 

26. The “embellishment" is a practice which affects the better apportion- 

ment of the cadences, the clarity of the theseis and their selection in 
order to accentuate better the poetical text, the transposition of the 
tetracords - pentacords and the permutation of the three genders, which 

is now indicated precisely by means of the phthorae. Cf. also, Ip.@. Zraoh, 
‘H xXLAvetnptléa THs BUZaVTLVAS LOVOLHAS yoagtis, "Bugavtuva" 4, (Beocarovlun 
1972), o.418-419. 

27. See Docheiariou MS 361, especially the colophon, and Xeropotamou MS 
367. C£. Tp.0.21d8n, Ta XeLrpdypaga.., A’(1975), 0.480, 243, 
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theless, many theseis have been taken over integrally (or somewhat varied) 
in synoptic notation, and since they were considered to be difficult 
("SeLvés")}, Apostolos Konstas from Chios had to occupy himself with "ex- 
plaining" and analyzing them. 78 

b. Leaving aside all the other "abridged" compositions of Lakovos's, 

I shall now turn to his series of Kekragaria. In Dr. Raasted's Anthology 
(beginning of the XIXth cent.), which I used in Copenhagen, a heading on 
f. 28r runs: "Kexpaydpta ovvtetunuéva éx tv TakaLBv maed tod poudtxoro- 
yuutétou nip ‘IaxdBou MpwrogdAtou this Meydans "ExnAnolas". With the word 
"old" (nadavtd) Iakovos meant the series of Kekragaria "embellished" by 
Chrysaphes the New.7? In Sinai MS 1580 (A.D.1720), this series is found 
on folios 1v-3r. In order to facilitate a comparison I also took the cor- 
responding series of Kekragaria by Balases the Priést from a manuscript 

at the Royal Library of Copenhagen (NKS 4466,4°, £.253r). 

The following table clearly demonstrates the "paradoxical" phenomenon 
that the abridgements seem to be more extensive than the unabridged versions. 
I have here counted the phonetic signs of the origianl notation, both for 
the "abridged" Kekragaria made by Iakovos and for the "old" ones composed 


by Chrysaphes the New: 


"TandBou Xpvadon 

"Duvecetunpéva"! "roAad" 
Fixos 0” Kbpte éuéupata 235 152 
Kateveuventu 156 75 
fixos 8’ Kipre enenpata 211. 134 
Katevsuveyto 122 88 


28. Tp. 8.Etdan, Aetval Séoeug ual eEfynots, "@coroyla NI’ 3 (1982), oc. 
772, 781-782, where ff. 197r and 230r of Sinai MS 1075 are reproduced: f. 
197r, “doxn ov GeG ths €Envnoews tavtwv tiv Serviiv sécewv ToD ArEaotuxa- 
plov ro. xbp ‘IaxdBov mpwroddatou éx atdpatos xbp Tewoylou ToS Kpntds". 
29. I explained that in my article on "Tév fAvov upigavta" in SEC IV 
(1979), p. 185-186, Iakovos knew in any case all the previous series of 
Kekragaria, some of which were either "abridgements" or "synoptic" or 
even "syntomon"; but he referred to the "old" ones, the only series re- 
cognized as the "great" series coming from the Byzantine period through 
the "embéllishments" by Chrysaphes the New. All these series can be found 
here and there; but the most interesting of them Demetrios Lotos has col- 
lected in his autograph of the year 1774, Aghiou Pavlou MS 132: a. 49 
NErepa auvontLxd&, NevtALwtrxa" - o. 53 ""Erepa ayLopettuna” - o. 57 "Ete- 
pa xexpaydora xtp “Avtwvlou tepéws" - o. 61 "Etepa nexpaypdoLa ouvomtuxd, 
ToS Ocodoclou tepodtaxdvou Xtov xal tetépov Suéacxddov". 
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Tixos ¥' Kipre énénpata 244 16u 
Katevouvertw 160 107 
fixos 6” Kbpve éxéxpata 179 161 
Kotevouveqtw 95 105 
Tixos Rat Kbpte éxéupata 219 147 
Katevsuventw 135 103 
Hos 4.87 Kipve éxénpata 245 156 
Katevouvente 148 101 
tixos Bapds Kipve éndupata 203 117 
KatevSuveitw 87 70 
Tixos hie! Kbpuc énéupata 258 146 
Katevsuventw 98 85 


It should be noted that the so-called "Little Ison" (in combinations like 
eS cm 2% Nc etc.) has not been counted. The writings Ww 9g 
are counted as one phonetic sign, as are also the composed signs which 
indicate a large interval. The cheironomic signs (the soundless dqwva) 


have of course not been counted. 


ec. To illustrate the above I reproduce the beginning of the Kekra- 
garion of the Second Mode (below, pp.33f£) in three original versions, 
together with their corresponding exegeseis in the New Method: 

a. is the abridgement by Iakovos. 

b. is the version by Chrysaphes the New, the "old" melody which was 
abridged by Iakovos. 

c. is the Kekragarion by Balases the Priest. For this version, Bala- 
ses has used a rather analytical notation. Actually, Balases's composition 
is an abridgement with slight variations of the composition by his con- 
temporary, Chrysaphes the New?? - though it is not so characterized. 

I ‘have chosen the Second Mode "for sentimental reasons": belonging 
to the chromatic gender, this mode uses chromatic intervals - another top- 
ic for many heated discussions during my stay in Copenhagen. 

The numeral correspondance of phonetic signs in Kipvte éxéupata and 
KatevSuvonrw in the Second Mode of Balases and Chrysaphes is: 

Balases: 162 and 93 Chrysaphes: 134 and 88 


30. In the second elodxovcdv you, Balases's version appears to be longer 
than the corresponding thesis in the version by Chrysaphes. In actual sing~ 
ing, however, the opposite is true - cf. the two theseis as rendered ac- 
cording to the New Analytical Method. In the word cloduovad-we-dv, the syl- 
lable we certainly implies that the neumatic notation of the Kylisma was 
meant to serve as a basis for a skillful exegesis - cf. the Thematismos in 
86g wou-be-ot from Tév TAvov upbdavta mentioned above (p. 24). 
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It is interesting to compare these figures with the corresponding 
numbers of phonetic signs in Kipte éxéxpata and KatevSuveitw of the Second 
Mode as found in Sinai MS 1480 (A.D. 1625; f££-52v-53f£), that is to say 
in a shape earlier than the "embellishment" by Chrysaphes the New. The 
comparison shows how some elements in the practice of Psaltike in the wor- 
ship are short, become broad, and are abridged again, and how their stable 
elements remain unaltered through the ages. The figures of Sinai 1480 
are: Kipte éxéxpata 122 and KatevSuvSitw 73 phonetic signs 

In the musical texts on pp. 33 ££, in the second triad, the 'para- 
doxon' is.obvious: in the original notation the "abridged" version by Ia- 
kovos, and also that of Balases, appears to be much more extensive than 
the "old" one of Chrysaphes. This happens because the notation of Iakovos' 
version is analytical and uses more phonetic signs, while the notation 
of Chrysaphes' original version is concise. However, the same triad in 
the New Analytical Notation, shows clearly that the "abridged" version 
is shorter than the “old" ones; the number of signs is less, and conse~ 


quently the time for the singing is shorter, ovvtoudtepos. 


One final remark concerning Iakovos' abridgements of the Kekragaria: 
During the years in which Iakovos served as Lampadarios and Protopsaltes 
(1784-1790-1800)2! and occupied himself with the interpretation of the 
Doxastarion and with the abridgements of the "old" Kekragaria, the "exe- 
gesis" of the same Kekragaria by Petros Peloponnesios was commonly known 
and amply spread.>” Now, the exegetical-analytical notation used by Petros 
needed a great many phonetic signs to register the dpyov wéAos in its en- 
tirety - many more signs, in fact, than those used by Lakovos when he 
wrote down the "abridged" form of the same "old" Kekragaria. Might it 
not be, then, that Iakovos' "abridgements" did not at all refer to the 
"old" Kekragaria, but to an analytical notation of his own time? If so, 
these “abridgements" would have no great value as evidence for the concise- 
ness of the previous, "old" notation, one might think. Would it not be 
possible that they represent an alteration of the melos of the old Kekra- 
garia, maybe even a falsified version of this alteration? This is a very 
weak observation which, perhaps, I should not have mentioned at all. My 
only reason for doing so is that I want to anticipate any such objection, 
for the benefit of "some difficult debater".>? 


31. Christos Patrinelis, Protopsaltae.., SEC(III) 1973, pp.155,163. 
32. Nearly all the Anthologies of the two last decades of the XVIIIth cent. 
contain these exegeseis. See for instance Xeropotamou MS 330, £.45r. 
33. The "Acuvot oventntal", of the Akathistos (stanza Phtopas noAvesdbyyous). 
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Here one must remember that LIakovos and Petros, fellow countrymen 
(from Peloponnesos) and coevals,; were both Domestikoi (first and second, 
respectively) at the Patriarcal Church in Constantinople, at least. since 
176474 


garia alternately”” from the original notation, because Petros had not 


and that they chanted the slow-extensive melos of the "old" Kekra- 


yet registered them in the analytic-exegetical manner. And they chanted 
the broad-slow melos looking at a concise (synoptic) notation, since there 
existed no other, doing so with full consciousness and respect of the 

fact that this melos was "old", finally settled with the "embellishment" 
of Chrysaphes the New. Never did they say that it was their own; on the 
contrary, when they skillfully wrote their "exegeseis" or their "abridge- 
ments", they indicated clearly: this is the melos or poem (composition) 

of so-and-so and it is explained ("éEnyfar) or abridged ("ovvetuhon") 

by so-and-so. There is neither usurpation nor falsification in the tra- 
dition, but smooth succession and development. 

The exegesis of the notation was an unquestionable reality in the 
practice of chanting as well as in the tradition of manuscripts. I be- 
lieve that this point has become obvious from what I have dealt with in 
the present research, and I shall not present more details. Besides, I 
hope soon to finish a comprehensive work on "The exegesis, the exégetists, 
and their exegeseis". As forthe actual case of the "old-great" Kekragaria, 
it is enough to mention that they have been transcribed analytically into 
the pentagram (Kiev staff notation) in the Sinai MS 1477, ff. 9r-21v;°° 
this manuscript at any case was written much earlier than the epoch of 
Petros and Iakovos, at about A.D. 1720. Certainly, those two and the 
other masters of music in Constantinople would not have known the existence 
of this peculiar manuscript, nor of any other of a similar kind; but they 
surely knew the very same melos, the same analysis and exegesis of the 


Byzantine and Postbyzantine notation, and they sung it as the skilled and 


34. Christos Patrinelis, Op.c. pp.165-166. 

35. The first Domestikos (Iakovos) under the protopsaltes Ioannes in the 
right patriarchal choir, and the second Domestikos (Petros) under the lam- 
padarios Daniel in the left choir-in the Patriarchal Church at Phanari. 
36. The £f. 9r-9v-10r, concerning the Kipve éxéxpa=a - Katevduveiitw 

of the First Mode are reproduced in facsimile in my article, I manoscrit- 
tie la tradizione musicale bizantinosinaitica, "Theologia" MI’(1972), 

oO. 296-297. Fol. 10v-1lr are reproduced p. 38, below. 


32 


fine psaltes they were, they preserved it and taught?! it to their pupils 
and worthy continuators of the art-and the tradition. 

The phenomenon of "abridgement" of the Byzantine and Postbyzantine 
compositions constitutes an unquestionable proof of decisive significance, 
that. the Byzantine and Postbyzantine notation is "synoptic"-concise. The 
"melos" is surely something more than the simple succession of the pho- 
netic signs, the so-called "metrophonia". If we wish to sing and to write 
down analytically this "meios", we have no other way to follow than to 
analyze and explain the melodical contents of the notation with rhythm 
and the exact size of the intervals, taking care to understand how the 
art of Chant notates the various "theseis" and uses the soundless signs 
of cheironomy, and moreover how the uninterrupted tradition preserved 


and disseminated this art up to the present day. 


37. Together with the School for the dissemination of the New Method 

which was founded in 1814-15 we know that until then, four Patriarchal 
Schools of Chant have functioned, in which the Protopsaltes and Lampada- 
rioi of that time have been appointed to give lessons on the Papadike, 

the "great" Sticherarion (as it is characterized in the Patriarchal let- 
ter in establishing the first School in 1727) and the Anastasimatarion. 

See in the pamphlet of the series of five Records from the Patriarchal 
Church "The Holy Passion" (1982), the paragraph "Patriarchal Music Schools", 
pp. 13-14 and 38 (in English), written by the present author. 
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MS Sinai 1477, £.10v-1ir 


